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Foreword 



■ HIS little handbook, containing brief descriptive 
notes of the, mo re important pictures in Mr, Frick’s 
New York residence, is intended merely as an in- 
troduction to the Collection, and is in no sense a 
catalogue. The material for a catalogue has been collected, 
but it is so comprehensive and voluminous that it cannot be put 
into a book of any convenient size. 

The Frick Collection, as at present constituted, contains over 
one hundred and eighty paintings. About eighty are in the 
several rooms of the ground-floor of Mr. Frick’s New York 
residence; and these form the subject of this handbook. Their 
positions are approximately indicated by letters at the right- 
hand lower corner of the pages of text. Thus GS means Gal- 
lery, South; LN, north wall of the Library; DW, west end of 
the Dining-room; and CE refers to the east side of the Main 
Corridor. 

As far as is permitted by occasional removals to make way 
for accessions, these illustrated notes follow the order of the 
paintings on the walls of the different rooms, beginning with 
the first picture to the left of the door as one enters, thence 
around the room in the direction followed bv the hands of the 
clock. 

The Supplemental List of Paintings, placed next to the il- 
lustrated notes, gives the names of the painters and titles of 
those canvases in other parts of the house which, owing to their 
location, are not usually shown to visitors. 
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FRANS HALS 

(1584-1666) 

PORTRAIT OF HIMSELF 

Canvas, 3 2 Yi Inches by inches 

ALF-LENGTH, seated to right, full face, right 
arm on back of chair with a paint brush in hand, 
large black hat, black dress, wide collar. In 
Gerald S. Davie’s book on Hals, p. 146, it is called 
a “portrait of the painter.” 

Signed at the right below the centre, “F. H., 1635.” 

Exhibited at the Burlington House, 1882, No. 87. 

11 Boston Museum of Fine Arts, 1910, 

Collection of S. K. Mainwaring, Ottley, England. 

Mentioned in “Old Masters’ Catalogue,” Davies, No. 87, 
p. 146. 

Mentioned in Moes’ “Frans Hals,” No. 37, where it is 
entered as “Portrait de lui-meme.” 

Comparison of this picture with what are known to be 
authentic portraits of Hals reveals many resemblances. The 
face here shows a refinement and a grace that contradict the 
stories of dissolute living always associated with the name of 
Hals, 1 his is not the face of a drunkard, nor is the portrait 
the work of one. Davies, indeed, says that “in his power of 
setting down the momentary changes which pass across the 
human face, no man has yet equalled Hals. As a matter of 
brilliant brush-work and in the consummate power of his hand- 
ling, he stands second, if second, to Velasquez alone,” 
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JAN VAN DE CAPELLE 
( 1624-5-1679) 

VIEW OF DORT 

Pane!, jdfyi inches by 61 inches 

N the left is a man-of-war with many figures; closer 
to spectator, but more to the right, is a State barge 
with a Dutch flag at the stern* On the right some 
sail-boats taking on cargo from the row-boats about* 
In the distance another large man-of-war and many sailing- 
boats; beyond is the City of Amsterdam. 

Mentioned in Bryan's Dictionary, VoL V, p. 232, 

Exhibited at Burlington House, 1884, No* 73. 

" Boston Museum of Fine Arts, 1910* 

11 Old Master Exhibition, M, Knoedler & Co,, 
1912, 

Previously owned by Hon. \V. Massey Mainwaring, London. 

Jan Van de Capelle, born in 1624 or 1625, son of Francis, 
a dyer, and Anne Mariens, He married Anne, daughter of 
Jan van Serhuysen, before Sept. 12, 1653, and died Sept. 22, 
1 679, leaving four sons and three daughters, and a consider- 
able fortune gained chiefly as a dyer. He had a collection of 
196 paintings and a very large number of drawings. He was 
himself one of the best seventeenth century painters of sea- 
pieces, and also executed several excellent winter landscapes. 
Examples of his work are to be found in Amsterdam, Berlin, 
London, Petrograd and Stockholm, 
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TIZIANO VECELLIO (TITIAN) 

(1489C.-1576) 

PORTRAIT OF PIETRO ARETINO 

Canvas, 33]/i inches by 39 inches 

ALF-LENGTH, standing, facing to the right, face 
almost in profile. Wears a dark colored cloak with 
broad fur collar, covering a dress the sleeves of 
which are of a golden brown satin. Around his 
neck he wears a heavy chain of gold. His beard is long and 
streaked with gray. 

Painted about 1548. 

1 his intensely interesting figure of the Italian Renaissance 
was born in Arezzo, in 1492. In his early years he made a 
living in Perugia as a bookbinder, and picked up an education 
by reading the books he handled. Later he went to Rome 
and became a servant in the house of Chigi, the great banker. 
From the house of Chigi, Aretino passed into the Court of 
that worldly, high-living, extravagant Pope Leo X., becoming 
after Leo’s death the intimate friend of Giovanni de Medici. 
In 1527 Aretino was in Venice, the city he loved, and there 
he lived for twenty-nine years a life of honor, splendor and 
fame. Titian was one of his intimate table companions, and 
his great friendship for the artist, says Vasari, who knew them 
both, was of the greatest advantage, because he made him 
known far anti wide where his pen reached, and especially to 
princes of importance. In Y enice Aretino greatly increased his 
literary reputation, his work comprising such a wide range as 
poetry, tragedy, comedy, letters, pornographic and religious 
writings. He praised the virtues of princes who paid him 
not to denounce their vices, and it is suggested that when 
Charles V. paid Aretino more than he paid Titian, he knew 
what he was about in subsidising a rising power, the power 
of the press. Justly was he called the "Scourge of princes.” 

Aretino died in 1556, Titian surviving him twenty years. 
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GERARD TERBORCH 

(1617-1681) 

PORTRAIT OF A LADY 

Canvas, 16 ^ inches by 2iYi inches 

LMOST full length. Facing the spectator* 'I 'he 
right hand is held across her person, the left hangs 
at her side* She wears a black silk dress, opening 
in front over a white satin skirt trimmed with gold 
lace* Pearls in her ears* Her hair is drawn tightly back 
and arranged in ringlets. At the left is a table with a blue 
cover. Tn the right background is a door* 

Painted about 1660-65* 

Mentioned in I)r* C. Hofstedes de Groot’s U A Catalogue 
raisonne of the works of the most eminent Dutch painters of 
the Seventeenth Century,” London, 1913, Vol* V*, p. 122* 
No* 399* 

Exhibited at the Hudson-Fulton Celebration, Metropolitan 
Museum, New York, 1909, No. 131. 

Formerly in the collection of A* Thiem, San Remo* 

I erborch more than once painted this model, usually with 
white satin in her costume, as in the present example* There 
is a profile portrait of her in the Dresden Gallery, called “A 
Lady Washing Her Hands*” It is possible that the model 
was his wife, as it is recorded that her jealousy debarred him 
from using any other female model* 
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ISAAK VAN OSTADE 

(l62l-l649) 

the halt at the inn 

Panel, 24.)/, inches by 20% inches 

RAV ELLERS Halting at an Inn* “The Inn is on 
the right. Steps lead up to a balcony. Here a 
woman stands looking down on a company of 
peasants who sit drinking. A Hute player, seen 
from the back and turned half-left, leans against the steps; a 
dog to left barks at him. I o the left of the house is a large 
tree. I o the left of the drinkers is a high two-wheeled tilt- 
cart with a gray horse, which is feeding at a trough. On the 
left, near the cart, are two men; a rider approaches from the 
left, where is a view of the distance, with a windmill and a 
house with a tower. A good and well-preserved picture In a 
warm brown tone.” — Quoted from De Groot. 

Signed at the lower right, “Isaac Ostade,’ 1 

Illustrated hi the Burlington Magazine, October, 1907, anil 
mentioned in the accompanying article by C. J, Holmes. 

Illustrated in the Leuchtenberg Catalogue, No. 154. 

Mentioned in C, Hofstede de Grout’s Catalogue of Dutch 
Painters, Vol. HI., p, 447, No, 25, 

Previously owned by Duke George of Leuchtenberg, 
Petrograd. 

Exhibited Old Master Exhibition, M. Knoedler& Co,, 1912, 

Etched by H, Adam in MuxePs “Leuchtenberg Gallery-” 

In the Leuchtenberg Gallery, Munich, 1837. 

152. 

In the Leuchtenberg Gallery, Petrograd. 

De Groot suggests that this was possibly the canvas sold by 
Randon de Boisset in Paris, Feb. 3, i 777) f or 3,645 fr 
and by Calonne, Pans, April 21, r 7 88. for 3,000 francs. 
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SIR ANTHONY VAN DYCK 
(1599-1641) 

CANEVARI 

Canvas, jq inches by 5/ inches 

HREE-QUARTER length oval, nearly full face. 
Standing by the side of a pedestal on which rests 
a letter and an open hook with a closed volume 
on top of it. Dressed in black with white collar 
and cuffs, his left arm hangs by his side, while his right rests 
on a closed volume, on back of which are written the words: 
“Hippocor Op.” The directions on letter disclose the name 
of the sitter, “Canevari/ 1 To the left a red velvet curtain, 

Dometrio Canevari, physician, was born at Genoa, in 1559, 
and died in Rome, 1625. Distinguished both as physician 
and writer, he published half a dozen scientific works in Latin. 
Although occupying the dignity of physician-in-ordinary to 
Pope Urbain VII., he was accused of a sordid avarice that 
restricted his expenditures to his collection of books, which 
became celebrated. 

The portrait was painted for the Lomellini family and comes 
from the Cattaneo Palace, Genoa, It was exhibited at the Bos- 
ton Museum of Fine Arts in 1910, 

This is one of the famous paintings by Van Dyck which 
hung for generations in the Cattaneo Palace. The Italian 
Government sought to prevent their removal from Italy, but 
found that this collection was exempt from the operation of 
the law which forbade the exportation of works of art. 
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MEINDERT HOBBEMA 
(1638-1709) 

LANDSCAPE WITH BUILDING AND FIGURES 

Canvas, 51% inches by 37 inches 

WATERMILL and cottages. This admirable pic- 
ture exhibits a view of some rural hamlet in Hol- 
land. On the right are luxuriant clusters of um- 
brageous trees, between which may be discerned 
an overshot watermill; a cottage, of a picturesque appearance, 
embowered in trees, occupies the centre of the view, the in- 
habitant of which stands at the half-door, conversing with a 
villager. Within the shade of overhanging trees on the left 
is a second cottage with a thatched roof, A high road from 
the front divides the scene, and leads to the distant landscape. 
The picture is further identified by a man and a boy standing 
in conversation with a traveller seated by the roadside, and 
a man in a scarlet jacket near a pool of water on the right. 
The brilliancy of a summer’s afternoon completes the charm 
of the scene." — Quoted from Smith’s Catalogue Raisonne. 
Formerly owned by the Earl of Burlington. 

A VIEW OF A WOODY COUNTRY 

Panel, 43/2 inches by 30 inches 

WOODY’ country, interspersed with houses, form- 
ing apparently a straggling village. A large clump 
of trees is on the right and beyond it is a cottage, 
in front of which are a man and a boy, and stilt 
more remote are other cottages, some of which are partly 
concealed by trees. On the foreground of a road which inter- 
sects the whole scene, are two men and a woman; one of the 
former, wearing a red jacket, is seated, and the other carries 
a piece of timber: near the latter is a traveller sitting on a log. 
Formerly in the Blathwayt Collection. 

15 





GS 



SIR ANTHONY VAN DYCK 

(1599-1641) 

PAOLA ADORNO, MARCHESA DI BR1GNOLA-SALA 

Canvas, 60 inches by Q2 inches 

N the midst of a richly furnished room, in soft, warm 
tones of grey, stands the Marquise Pauline, a small, 
slender woman with an exceptionally small head and 
short arms; her reddish hair is dressed in the then 
prevailing style, and she wears a network of pearls at the hack 
of her head. The stiff white satin bodice adds somewhat to 
the length of her body, the skirt hanging down at the back 
in long, graceful folds. She looks sideways with widely opened 
eyes, somewhat severe, perhaps, but captivating. Her small, 
but imperious, mouth is closed, giving her a rather command- 
ing air. One hand rests against her stomacher, while with the 
other she lightly grasps the folds of her robe. She rules in 
her house, she is a queen of beauty, and shows plainly that she 
is aware of it. , . . It is the apotheosis of a pretty woman, 

the red draperies, all blend together, making a symphonious 
whole. It is just possible that the varnish has added to the 
amber tint which predominates over the whole; but under 
whatever conditions of tint or color, the little Marquise is 
a vision of beauty and elegance. 

By birth the Marquise was an Adorno, daughter of Giam- 
battista Adorno and of his first wife, Paola di Giacomo Spinola. 
Her father was Governor of Genoa from 1621 til! 1632, She 
married Anton Guilio di Gianfrancesco Brignole, son of a Doge 
of Genoa and Ambassador to Philip IV, of Spain. 

“Contemporary gossip, crystallized into tradition, suggests 
an undue influence exercised by the chivalrous young painter 
on the heart of the fair Marchesa. Happy lady, happy painter, 
even if the link between them were not one of love, that they 
should both be rendered immortal by the same magic touch of 
art!” — Lionel Gust, “Anthony Van Dyck,” p, 40. 
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SIR ANTHONY VAN DYCK 

{1599-1641) 

.MARCH ESA GIOVANNA CATTANEO 

Canvas, 34 Inches by 40}^ inches 

HREE-QL'AR I ER length, nearly full face, stand- 
ing; wears a white satin dress trimmed with gold 
hraid. Around her neck she wears a stiff linen 
collar edged with lace. In her right hand she holds 
between her forefinger and thumb a heavy gold chain suspended 
from the neck. Her left hand hangs by her side. A cap 
covers the back of her head. 

I his portrait, which was painted about 1625, is that of the 
daughter of Marchese and Marchesa Giovanni Battista Cat- 
taneo. I he portraits of these latter two were purchased for 
the National Gallery of London, in 1908. They all came 
hom the Cattaneo Palace, Genoa, and their removal created 
a great sensation in the art world. It is referred to in the 
Encyclopedia Britannica. 

I his portrait is mentioned by Haldane Macfall in his His- 
tory of Painting, “The Flemish Genius,” and by C. J. Holmes, 
in the Burlington Magazine, XIII, 306-16 (plate XIII, 371). 
It is also described by Wm. Walton and Lionel Cust in Bur- 
lington Magazine, X\ I, 300-302. It was exhibited at the 
Boston Museum of bine Arts, in 1910. 
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JACOB VAN RUISDAEL 
(_ 1628-1682) 

THE QUAY AT AMSTERDAM 

Canvas, iC/z inches by 26 inches 

N the foreground is the Dam; on the right is the 
YVeigh-house, half cut off by the frame. The broad 
canal called the Damrak is in the centre, with the 
Papenbrug crossing It in the background. On both 
sides are rows of houses; above them, to the right, rises the 
tower of the Oude Kerk. In the square in front ladies and 
gentlemen walk up and down. Sailing ships lie at the Quay 
to right and left; white sails are seen in the distance above 
the bridge. Blue sky with clouds. 

Signed at the bottom right-hand corner. 

From the Maurice Kann Collection. 

Exhibited at the Boston Museum of Fine Arts, 1910. 

Etched by Rouveyre. 

Sale, Baron de Beuromille, Paris, May 9, 1SS1, No. 450. 

In the possession of the Paris dealer, C. Seidelmeyer, “Cata- 
logue of 300 Paintings,” 1898, No. 182. 

Mentioned by de Groote, Catalogue of Dutch Painters, IV, 
p. 10. 

"Jacob van Ruisdael was destined to be the greatest exponent 
of landscape art, the master at whose feet all posterity have 
sat for guidance and inspiration, through whom Constable be- 
came the bright glory of English landscape painting, as Con- 
stable again let his mantle fall on the Barbizon group, of whom 
the men of to-day have been disciples. But Ruisdael was the 
first. As Rembrandt by a Hash of his will brought forth the 
glory of chiaroscuro, so Ruisdael was the first to interpret the 
harmonious chords, major and minor, of nature’s symphony, 

and infuse his own soul subjectively into the interpretation.” 

Preyer’s Art of the Netherland Galleries. 
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FRANS HALS 
(15B4-1666) 

PORTRAIT OF A BURGOMASTER 

Canvas , 45¥i inches by 36 inches 

ALF-LENGTH. He faces three-quarters right, and 
looks down to the left, past the spectator. His 
right hand grasps an ornament on the back of a 
chair; his left hand holds a pair of gloves. He has 
grey hair, a grey moustache, and pointed beard. He wears 
a black velvet coat, a big cloak falling from the left shoulder 
to the right hip, and a large white frilled collar. Painted 
about 1627. 

I-rom the collection of the Earl of Arundel, 

M. Maurice Kann, Paris. 

In the possession of the Paris dealer, C, Sedelmeyer, “Cata- 
logue of 100 Paintings, 11 1895. No. 13. 

Exhibited at the Boston Museum of Fine Arts, 1910. 

National Loan Collection, Ixindon, 1909, 

Mentioned in Les Arts, April, 1909. 

de G root’s Catalogue of Dutch Painters. 

I he vitality, the I rankly human side of Hals’ portraits, 
strikes us because the character of his sitters has been appar- 
ently recognized without searching, keenly caught on the self- 
revealing instant, and transmitted to the canvas so that it pul- 
sates with life— life itself. Yet no vulgar trickery for illusion- 
ary deceit— anything but that. His work is frankly painting. 
His portrait is a painted man or woman. But herein becomes 
Hals the superior of all rivals, the inimitable marvel that, while 
we see his broad dabs and dashes and count the strokes that go 
to make mustachios or beard — still the person appears in his 

ego, with the laugh or smile that reveals the soul.” Prever’s 

“Art of the Xetherland Galleries,” pp. 43.46. 
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JACOB MARIS 
(1837-1899) 

THE BRIDGE 

Canvas t S 4 H inches by 44% inches 

X the immediate foreground a canal crossed by a 
bridge on which stands a woman. Below and close 
to the spectator a man in a barge engaged in light- 
ing his pipe. 1 o the left a gently inclined road 
along which walk two peasant women in single file carrying 
yokes from which milk-cans are suspended. Houses beyond 
bridge to right and left, town in the distance. Gray sky. 

Signed at the lower right, “J. Maris.” Painted in 1885. 

1 he International Studio of February, 1907, speaks as fol- 
lows of this picture:— “The largest and most important Maris 
in the collection (i.e. r Alexander Young’s) is ‘The Bridge, 1 
a work treated in the artist’s broadest and most vigorous style. 

1 he composition and decorative qualities which are seen here 
are only surpassed by the masterly brushwork and the truth- 
fulness of the atmospheric effect,” 

Illustrated in “Nineteenth Century Art,” by I). S. MacColl, 
between pp. 84 and 85, 

An etching of this painting by Phillip Zilcken was published 
in 1887. Reproduced in “The Brothers Maris” (Summer 
number of the Studio), London, 1907, plate p. 20, and men- 
tioned pp. 1 s , 1 6, 24, 29, 33. 

Exhibited at the Glasgow International Exhibition, iqoi, 
No. 1370. 

Exhibited at the Guildhall, London, 1903, No. 92* 

Collection of J. S. Forbes, London. 

“ Alexander Young, London* 
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FRANS HALS 

(1584-1666) 

PORTRAIT OF A WOMAN 

6 ant'as jd-fy inches by 45 inches 

HREE-QUAR PER length; seated; turned halt 
way to the left; nearly full face; looking at the 
spectator; left forearm resting on arm of chair; 
the hand holding hook; the right hand in front; 
dressed in black with cap and ruff; grey background* 
Inscribed on the left, at top “Aetat suae 56 ANO* 1635*” 




Mentioned in E, W. Moes 1 work on Frans Hals* 

de G root’s Catalogue of Dutch Painters* 
Exhibited at Burlington House, 1885, No* 105, 

Cent, chefs d’CEuvre, 1892* 

Collection of J. Bernard, Amsterdam, 1834* 

44 de Vries* 

D* P* Sellar, London, 1889* 

Charles Shift, Paris, 1893* 

Charles T* Yerkes, New York, 1910. 



While Rembrandt surpassed Hals only in one respect— in 
the romanticism of his life-effects— “Hals was his equal in every 
quality w r hich goes to make a master of masters* No man 
has ever surpassed the 1 laarlem genius as a technician* The 
manner of painting, like execution in music, is of the greatest 
importance, I he manner of Hals was hold, imperial, its power 
subdued and graded according to the importance of the parts; 
hut above all of an ease and assurance, without correction or 
emendation, that verges on the miraculous. There was 
progress even in his magical touch, whereby the sparkling 
virtuosity of his earlier years developed toward greater re- 
finement, harmony, and sobriety in his latest paintings, express- 
ing himself ever more concisely and yet more clearly*” Quoted 

from Preyer* 



27 



GS 



PHILIP WOUVERMAN 

{1619-1688) 

THE CAVALRY CAMP 

Pane!, 20)4 inches by 16% inches 

LANDSCAPE with a group of seven cavalry 
horses near some tents, erected near a tree on the 
right, from which two flags are flying; the four 
farthest mounted, that in the middle by a trumpeter; 
in the right corner five soldiers around a fire, one of them 
stands with his back toward it, and another is lying asleep 
on the ground, — Quoted from Smith’s Catalogue Raisonne. 

Signed at lower left, "P.W,” 

Engraved by Moyreau, No, 45, about 1742, when in M« 
Dinet’s Collection, 

Collection of M, I)inet, 1742, 

Van Loon, Amsterdam, 1827. 

Bosch, Vienna, 1885, 

Philip \\ ouverman was baptized at Haarlem, May 24, 
1619, He was the son of Paulus Joosten Wouverman, also 
a painter, whose works, however, have not come down to us. 
He is said to have received his first lessons from his father. 
Then he became a pupil of Frans Hals, according to the 
creditable statement of De Bie. Finally, he is said to have 
perfected himself in his favorite study under the direction of 
Pieter \ erbeeck of Haarlem, a painter of horses. Little is 
known of his life. He died in 1688, Dr. Bode calls him 
“one of the ablest and most original painters of the whole 
Dutch school, ’ Sir \\ alter Armstrong says “His popular 
reputation depends chiefly on his horses, but in his finest works 
he shows himself a consummate master of composition, of 
aerial perspective, and of artistic anatomy. As a natural 
colorist, too, and as a technical painter, he has few equals.” 
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JACOB VAN RUISDAEL 
(1628-1682) 

A WATER FALL 

Canvas, JjV 2 inches by inches 

on of this superb picture exhibits, on 
fty rocky hill, partly covered with ver- 
>wned with a cluster of trees of varied 
e the tops of which appears the spire 
of a neighbouring village church; through a ravine in the same 
hill rushes a volume of water, which falls in a foaming cataract 
into a channel beneath, along which it rolls in rapid eddies 
towards the left, and gurgles amidst stones over a great portion 
of the foreground* A high hank of broken fern, on which 
lie the trunks of three trees, makes the boundary of the 
stream on the right; from hence the eye is conducted to a 
rustic bridge, over which a shepherd is driving a Hock of sheep* 

1 he aspect is that of a fine day, and it is impossible to com- 
mend too highly this beautiful production of art, for nothing 
evei came from the pencil of the painter more faithful to na- 
ture, or more perfect in its mechanism arid general arrange- 
ment, Quoted from Smith’s Catalogue Raisonne. 

Signed below' on the rock, “J. Ruisdael 
formerly in the collections of Baron Lockhorst, John Smith, 
author of the Catalogue Raisonne, and the Earl of Onslow, 
After having given marvellous views of his own country, 
Ruisdael commenced in desperation to produce those wild scenei 
of mountain torrents dashing over rocks, with which his master 
van Everdingen, had struck the popular fancy. A trip to the 
northern forests of Germany gave him his material. Although 
his work of this kind is superior to that of Hobbema he still 
remained unappreciated, and he came to want. The members 
of the Mennonite community of Amsterdam, of which sect he 
was a member, secured admission for him in the almshouse of 
Haarlem m 1681, where he died the following year Preyer. 
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PAUL VERONESE 

(1528-1588) 

ALLEGORIES OF WISDOM AND STRENGTH 
AND VIRTUE AND VICE 

Canvas, each 65 $4 inches by 86 inches 

N the “Allegory of Wisdom and Strength 11 Wisdom 
is represented by a beautiful woman richly dressed. 
Her head is lifted to the sky, and surmounted by 
a sun, while a globe rolls at her feet. She seems 
entirely occupied with the contemplation of celestial things, 
disdaining honors and the vanities of the age, Hercules, who 
accompanies her, is the symbol of strength and firmity. He 
is clothed with the skin of a lion of the Nemean forest, is 
leaning on his cudgel and tranquilly regards worldly love at 
his feet. At the base of the column in the background are 
the words “Omnia Vanitas,” — “all is vanity.” On the cornice 
of the ornament is the Latin inscription “Honor et Virtus post 
mortem florent” — “honor and virtue flourish after death.” 

1 he three figures in the other picture are an allegory in 
which many think that Veronese himself is represented, but 
it is more likely to have represented the person for whom 
the picture was painted. Vice is the figure of a woman, with 
the hands of a harpy. She is holding a pack of cards and 
leans toward a man who is fleeing from her. He throws him- 
self into the arms of Virtue, who approaches and holds him. 
Vice is seated, and underneath her drapery is perceived the 
bust of a sphinx and a poignard. Figuratively the sphinx 
is an impenetrable person, an individual capable of inventing 
difficult questions and problems, an enigma. 

Engraved: “Galleries du Palais Royal,” by J. Couchi, 

Paris, 178-6, Vol IF, plates III. and IV. of the Venetian 
School. “Recueil d’Estampes d’apres les Plus Beaux Tab. 
leaux,” Paris, 1729, Vol, II. 

Described on p. 67, Vol. IF, of the “Recueil d’Estampes." 
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These two paintings at one time formed part of a collec- 
tion of 47 paintings in the possession of Christina, Queen of 
Sweden. She inherited them from her father, the great Gus- 
tavus Adolphus, who had possessed himself of them on the 
reduction of Prague during the Thirty Years' War. 

Christina removed her entire collection of paintings to Rome, 
At her death in 1689, her paintings were bought by Cardinal 
Decio Azzolini. From his nephew they were bought by Don 
Livio Odeschatchi, Duke of Bracciano, and by his heirs sold 
to Philip the Regent, Duke of Orleans, His magnificent col- 
lection, which hung in the Galleries of the Palais Royal at 
Paris, was considered one of the finest collections of Europe, 
When he died in 1723 these paintings passed to his son, and 
so for four generations of the Dukes of Orleans, Philip Ega- 
lite being the last of that house to possess them. 

In 1792, after the Revolution broke forth, Philip decided 
to sell them, being in need of finances for the furtherance of 
his political projects; and in this way the paintings found their 
way to England, into the Hope Collection, where they remained 
for the whole of the nineteenth century. 

I bus, the collections to which belonged the two paintings by 
Veronese, are the following: 

Collection of Gustavus Adolphus II. of Sweden. 
u Christina, Queen of Sweden* 

44 Cardinal Decio Azzolini, Rome. 

44 Livio Odeschalchi, Duke of Bracciano, Rome* 
44 Philip the Regent, Duke of Orleans, Paris* 

14 The Dukes of Orleans, in the Galleries of 
Palais Royal, Paris. 
u M. Walkners, Brussels. 

44 M. Laborde de Mereville, Paris. 

Thomas Hope, Esq., London, 

Thomas Henry Hope, Esq., Deepdene, Eng- 
land. 

Mentioned in Waagen’s 41 Art Treasures of Great Britain,” 
1854, Vol, II., p. 113, and in Bryan’s Dictionary, edition of 
1893, Vol L, p, 213* 
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“BRONZINO” (ANGIOLO ALLORI) 

(1502-1572) 

PORTRAIT OF FRANCESCO MEDICI 

Panel, 34 inches by 46 inches. 




L LI, half-length figure, standing, directed and look- 
ing to front, in black silk doublet with black braided 
bands over a white surcoat showing slashed sleeves, 
white lace cuffs, and white hose; his left arm hang- 
ing down by his side, and holding in his hand a small portfolio 
or purse; right hand raised, holding a medallion of which the 
suhject is not seen; green background. 

Painted about 1557-8. 

Collection of Marchese Riccardi, Florence (?). 



Lucian Buonaparte, Prince de Canino, 1816, 
No. 107. 

“ Comte de Pourtales-Gorgier, Paris, 1865, 
No. 22. 

“ Baron Seilliere, Paris, 

John Edward Taylor, London, 1912, No. 14. 

“ J. H. Dunn, London. 

Illustrated, plate in the “Souvenirs de la Galerie, Pourtales,” 

! 86 3 . 

No. 1 in the 1905 Portfolio of the Arundel Club, 
London. 

Frontispiece to the John Edward Taylor Cata- 
logue. 

Francesco de Medici, son of Cosmo L, Grand Duke of Tus- 
cany; born 1541 ; created Grand Duke by the Flniperor Maxi- 
milian in 1576 ; died 1587. A distinguished patron of the arts 
and sciences, and the first to discover the method of melting 
rock crystal; he was also the first to manufacture porcelain in 
imitation of the Chinese. He married first, in 1565, Johanna, 
daughter of the Emperor Ferdinand I; she died in 1578. He 
then married the beautiful Bianca Capella, daughter of a Vene- 
tian senator; she died in 1587. 
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FRANCESCO GUARDI 

{1712-1793) 

VIEW OF GRAND CANAL, VENICE 

AND 

CANAL SCENE, VENICE 

XE of these scenes is a sunny and brilliant view 
of a part of the Grand Canal. The other depict- 
ing a festival, with racing gondolas, is taken from 
a lower part of the Grand Canal. The end of 
the Rialto is seen in the middle distance. The exquisite detail 
of both pictures, but especially that of the brighter one, is 
thoroughly characteristic of Guardi. 

These pictures originally belonged to Mr. J. Strange, British 
.Minister at \ enice, I774‘86. lie left them to his nephew, 
the Rev. C. Xares, D.D., and at Dr. Nates’ death in 1841 
they passed to his daughter, Lady Henry S. Churchill, from 
whom they came into the possession of her nephew, the Rev 
G. Cecil White. 

Francesco Guardi was a pupil of Canaletto, whom he almost 
outranked in reputation. Many of his paintings are now 
accredited to Canaletto, notably some of those in the museum 
at Naples, His execution is generally less precise than that 
of his master and less exact in the architectural details in 
which both excelled; but his paintings are brilliant and rich, 
and his coloring forceful. Like Canaletto, he restricted him- 
self to views of his native city, which furnished him with all 
the needful variety of picturesque and beautiful effects of light 
and w r ater with which he has embellished his works. 
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A>rTONELLG K-BA — MESSINA 

{1450?- 1 493?) 

THE DEPOSITION FROM THE CROSS 

HIS beautiful primitive has excited much interest 
among critics by reason of its exhibiting both 



development of art when these influences were 



strongly opposed* It first became known to the modern art 
world in 1902, when it was exhibited at Bruges, and catalogued 
as the w r ork of Antonello da Messina, who lived in the latter 
half of the fifteenth century, and is supposed to have introduced 
painting in oil into Italy. It is believed by some critics to be 
the historic picture described by Boschini in La Ricche Minore 
della Pittura. Mr. Roger E. Fry has made it the subject of 
a critical essay in the Bulletin of the Metropolitan Museum 
of Art, written in December, 1907, while the painting w r as 
in that museum. Discussing the picture in 1902, Mr. Fry was 
impressed by this mixture of Flemish and Italian influences, 
and came tentatively to the conclusion that it was by an 
Italian artist under the influence of Justus, of Ghent, who was 



adds, M a more prolonged and minute examination of it has 
led him to the conclusion that, after all, the original attribution 
to Antonello da Messina is correct.” 

Another critic comments on the Flemish and Italian influ- 
ences which “modulate in subtle succession over the canvas,” 
and he supports Mr, Fry’s attribution to Antonello, “The 
canvas,” he adds, “breathes the spirit of faith to which it was 
conceived and executed; it also is painfully veracious in the 
presentation of lacerated bodies and souls.” 
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blemish and Italian qualities at a period in the 



settled in t rhino. Since the picture came to America,” he 



ofo’o-e - H- <?. T . 1 u - ^ * * * v* 
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